2 This article will begin by proposing a set of critical frames for reading photographs of war and conflict. It will then analyse the visual narratives of the Liberation of Marseille transmitted in Julia Pirotte's press photographs of 1944 and 1945. This was a series of events which she participated in and chronicled as a resister, political activist and photographer and journalist. The article will consider: how is the Liberation of Marseille framed in visual terms at the moment that history is being made? Which set of interpretative paradigms are being invoked to shape a collective memory of the war years at this formative time? Which imagery and symbolism are mobilised to tell a story that feeds into national narratives of war that promote French agency and marginalise the role of Allied (American) forces? It will then proceed to examine the 'afterlives' of such press photographs and the ways in which they have been reframed in more recent decades to tell a different set of war stories centred on the history and memory of the French Resistance.
The article will ask: why have Pirotte's press photographs been appropriated as an optic on local -and increasingly international -resistance? What do a changed set of viewing contexts (exhibition and photographic anthology) bring to these visual narratives of resistance and liberation? How might the reframing of Pirotte's photographs be positioned against shifts in the broader memorial landscape of the Second World War in the 1990s and 2000s? By interrogating the reconfigurations of war, resistance and liberation in these photographs, this article makes a case for Pirotte's photographs, and photography more generally, as a privileged means of understanding evolutions in popular memories of the Second World War in France.
Reading Photography

3
Photography has played a vital role in structuring the cultural imaginary of major twentiethcentury conflicts, with the work of legendary photojournalists, such as Robert Capa and Don
McCullin, establishing influential visual templates of war. For critic Val Williams, such photographs have come to substitute for war itself, clothing it in conventions that are 'dramatic, beguiling and full of aesthetic device' (Williams 1994, 13 ). Yet, as Roland Barthes contends in his seminal discussion of the 'photographic message', the particularity of the photograph as a form of cultural representation is that it is often read as a 'message sans code' (Barthes 1961, 128) , apparently analogous to reality and transparently available as a factual record of what it represents. Rather, for Barthes, the photograph should be viewed as 'la plus sociale des institutions' (Barthes 1961, 138) , traversed by historically and cultural embedded codes of perception and bodies of knowledge that rely upon the interpretative skills and understanding of the contemporary reader for intelligibility. These codes relate not only to the choice, composition, editing, lay out and cultural connotations of the individual photographs but also, in the case of the press photograph, to the outlet of publication, the relationship between image and text (caption, by line, news item) and the sequencing (or syntax) of photographs on a given page and across a given publication. In this sense, the 'rhetoric' of the press photograph has much to tell the scholar about the 'ways of seeing' operational at the time of production. They indicate how readers 'read' their present, past and future, dispelling the myth of the supposed objectivity of the photograph as a form of representation.
Understanding the 'photographic message' as a highly mediated and culturally contingent form of representation also brings into sharp focus its value as a means of apprehending the history and memory of conflict. Whilst some critics of photography, such as Susan Sontag, 4 have charged 'concerned photography' with generating a passive, voyeuristic and largely vicarious attitude to the suffering of others (Sontag 1979, 10) , more recent critics have come to re-evaluate photography, above all in a liberal-humanist mode, as a dynamic form of intervention in public and private constructions of war and violence. For Susie Linfield (2010) , photographs have played a key role in shaping public consciousness of transformative moments in history, interpolating the reader to reflect critically and politically on what they see and how it is represented. As she argues in her provocative study of photography and political violence, the success of pioneering photojournalists, such as Robert Capa in the 1930s and 1940s, was to use press photographs as a means of raising awareness, connecting readers to the world of those whose cause he espoused, such as Spanish Republicans. For Linfield, Capa's work was avowedly partisan and did not evade the responsibility to take sides and to make statements: 'a political stance didn't occlude vision but instead made it possible; politics was the purpose of his work, not an obstacle to it' (Linfield 2010, 192) . As an eyewitness to events, Capa and the social documentary tradition with which he is identified epitomise, therefore, the photographer as an agent and not as a conduit of history. His or her vision of a world at war is framed in a set of social, political and ethical imperatives that focus on social experience and the spirit of human endeavour.
It is at the intersection of these critical perspectives on photography, as cultural practice and as a form of social and political engagement with an external reality, that Julia Pirotte's photographs of the Liberation of Marseille can be situated. according to Foottit, is 'a perception of the Liberation as a national event, from which the "other" was to be largely excluded' (Footitt 2004, 25) . and made use of her considerable photographic skills to help forge identity papers to act as a cover for her resistance activities. As a selection of her press photographs of 1944 and 1945 demonstrate, the narrative of liberation with which she would become associated was one which positioned her, like Capa, as a 'visual participant' (Linfield 2010, 190) in war, an agent of memory, rather than the distanced chronicler in events. What we might see as the defining feature of her press photographs of this period, her proximity to events, is realised in the fullness and intensity of her images of everyday people in action. These suggest her commitment to a vision of a freer, fairer and more democratic world for the local community post-Liberation. To return to Roland Barthes' work, these are press photographs, therefore, that work not only in parallel with the written text in an indexical fashion to 'denote' events. They also make inspired use of culturally embedded metaphors, images and associations to 'amplify' written messages about liberation that frame it in a narrative of social and political transformation (Barthes 1961, 134) . In order to gain a finegrained understanding of how these photographs signify liberation and the national community, this article will now look in more detail at three sets of Pirotte's press photographs from 1944 and 1945. What is connoted here is liberation as the conquest of 'home' and the return to a way of life, disrupted but not destroyed by a foreign presence that is largely occluded from the visual narrative.
Pirotte's press and magazine photographs give a reader today, therefore, access to a vision of national resistance and liberation which would be reinforced in other forms of cultural production in these early post-war years, such as René Clément's La Bataille du rail (1945).
This vision would be given official sanction in the pronouncements and commemorative actions of the government and ruling left-wing coalitions and would be exported abroad to stand in for French valour and bravery (Rousso 1990; Kitson 2008) . In this narrative, the Liberation is cast as a moment of national unity, a time when men and women seized the opportunity to forge their own destiny. National territory is liberated by the people for the In addition to this layering of 'local' resistance narratives, the photographic catalogue and exhibition make much of the life history of Pirotte herself, putting the biography of the photographer at the heart of the reframing enterprise. For the exhibition curator, Jeanne
Verhoot in her introductory notes, Pirotte was a 'femme hors du commun qui a vécu de l'intérieur des événements que ses images decrivent' (Musée de la Photographie 1994, 11).
The use of Pirotte's commentaries on her own photographs throughout the catalogue reminds the reader of the connection between the intentions and political agency of the photographer and the events captured in black and white. This imbues the Resistance sequences in particular with an undeniable authenticity for contemporary readers and heightens the impression of being thrust into a dramatic instance that will come to signify While the emphasis is on the Liberation of France across the whole national territory, the main focus of Pirotte's contribution is again on her photographs of the Resistance. For the editor, Pirotte is once again the 'photographe résistante', presented even more insistently than in the 1994 catalogue. 'L'appareil dans une main, le fusil dans l'autre', the reader learns that: 'très vite elle a saisi l'importance de la photographie comme arme indispensable à son action. Dans ce but précis et non pour faire de l'art' (Abdelouahab and Brisebarre 2004, 185) . Importantly, the reader is alerted to the meticulous care Pirotte took in 20 cataloguing and providing commentaries so that her work would serve to bear witness as accurately as possible to events. Indeed, the reader is left with the impression that Pirotte herself has participated in the reframing of her photographs and that she went to some lengths to ensure that the way they should conform to her own version of events after her death. Clearly, the biographical imperative has increased in importance in this reframing of the past.
Nonetheless, the written account accompanying the visual representation of the Marseille insurrection is not entirely positive, above all in the assessment made of the role played by the local population. It acknowledges that 'l'insurrection populaire qui enflamme la cité a pour effet de gêner l'avancée des forces alliées et de menacer la sécurité de la population' (Abdelouahab and Brisebarre 2004, 87) , giving voice to a more nuanced presentation of events which focuses attention on the role of the external liberator, above all Allied forces.
Pirotte's present-tense testimony animates the events represented in the photographs and complements the visualisation of how events unfolded: 'Les Allemands sont en fuite. Ils abandonnent leurs camions. On se précipite pour prendre les armes, qui sont aussitôt distribuées pour l'attaque de la préfecture' (Abdelouahab and Brisebarre 2004,93) . Many of these photographs selected are the same as those used in the 1994 catalogue but there are additional images, particularly of the Resistance, and more attention is paid to ensuring that they are clearly contextualised for the reader. Editorial care is taken to construct a causal story whereby one photograph leads on to another, giving sequences a filmic quality. In one series of photographs, a number of maquisards prepare, embark upon and carry out sabotage. The entire episode -from the departure of the men from their camp to the laying of the explosives on a railway line with a view to derailment -is documented in considerable 21 detail that speaks to reader's familiarity with narratives of resistance as heroic armed
action.
Yet, while her images appear to provide indisputable 'evidence' of the role played by the male maquisards, the editors of the anthology also ensure that the active contribution of women to resistance is recognised more fully than in the 1994 catalogue. In a chapter dedicated to Pirotte's photographs of the battle for Marseille, the photograph captioned in the 1994 catalogue as 'une infirmière des Forces Françaises de l'Intérieur' (see Figure 3 ) is recaptioned as 'une des combattantes des Francs-tireurs et partisans' (Abdelouahab and Brisebarre 2004, 87) , reasserting the role of women as combatant rather than carer and nurturer. In a further example of this nuancing of the role of women, the reader learns that the photograph of a funeral, also reproduced in the 1994 catalogue, is that of 'une résistante juive allemande' (Abdelouahab and Brisebarre 2004, 102) . Without this specific information which identifies the dead resister as a German-Jewish woman, the assumption is that the resister is a man (somewhat reinforced by the fact that all the mourners are Virago.
i As part of a broader study of war and photography, Brothers (1997) examines press photographs of the Spanish Civil as a valuable resource for understanding more of the national mind set and collective imaginary at their time of production.
ii For example, L'armée rouge parmi nous', Rouge-Midi, 27 August 1944, with a nonattributed photograph of three young men with rifles on the point of engaging the enemy and the caption 'des prisonniers de guerre soviétiques font la guérilla à Marseille'. We have confirmed that the photographer is Julia Pirotte.
iii Of the ten photographs published on the front page or page two on these pivotal six days, six are credited to Julia Pirotte, with the remaining four attributed generically to La Marseillaise. Of these four photographs, we believe that two others are in fact by Julia Pirotte.
iv Photographic images are not attributed to individuals at this period in Rouge-Midi; all are captioned as 'photo et cliché R.M'. However, of the forty or so photographs on the front page or page one during this period, we have been able to identify eight of those of Pirotte.
v Echoing the work of Caroline Brothers on the French left-wing press and photography of militiawomen during the Spanish Civil War (Brothers, 1997: 76-98) , the editorial line of 
